In What do Pictures Want W.J.T. Mitchell famously attributes the power that images hold in society to be made into everything and nothing, sometimes in the same breath, and ultimately how we "over-and underestimate" the impact of these very same images daily (2005: 3). Mitchell's idea that images are deployed and analyzed in a multitude of ways is manifest across the discipline of visual studies: from slides of organisms in the medical sciences, to topographical photomapping of cities, to archives of trick photography, and, more insidiously, codified records for surveillance or political coercion by state institutions. These examples are each the result of a vast and intricate visual culture for photographic image delivery. The Thatcher years exemplify another example and the relationship between the "over-and underestimated" uses of press photography, and this relationship determines the framework for this essay's investigation into this conservative, scopic regime. This article will attempt to trace the following ideas as they are developed in this analysis: Why are press photographs taken of Prime Minister Margaret Thatcher worth recovering? Second, were Thatcher's iconic images found in The Times newspaper congenial to the neoliberal economy of the 1980s? And, finally, how successful was the Thatcher image in symbolizing a free market ideology to the British people at this time?
Nothing, it would seem, is more arduous than to navigate a path Over the course of the 1980s, Thatcher provided a foundational image and voice for free market statehood via speeches, appearances and interviews that composed snapshots of an ideology that audiences associated visually as consensus-building, politically overbearing or harboured serious reservations about the disproportionate nature of neoliberalism. Her conviction to radically move England to a marketdriven society is invoked in a series of televisual images, but also in press photography. This politicization of the photographic image is emphasized as a discursive form of representation, one we will begin to locate in this period.
By a transparent mode of representation, I mean an encounter with political photographs that illustrate their obvious ideological function (i.e., a politician's bid for re-election through the distribution of photographic placards or declaring the end to a national emergency via a national newspaper), while coercive modes of representation could be thought of as the images that proliferate through the "everyday" visual economy of particular regions, nations, or global cultures, that endorse concentrations of power (i.e., periodicals, documentaries, television, and the Internet). Through these mediums a politician gains connivance between party and media outlets and an everyday "recognisability" by these image-producing apparatuses. In many ways, photographs seem to eschew polemical or divisive power relations. Instead, everyday photographs triumph in their ideological function through their recognizable qualities and seemingly empty ideological signification to a public.
The ideological in photographic form can perhaps be understood in relation to W.J.T. Mitchell's views, when he addresses Walter Benjamin's writings with the following criticism on the Frankfurt School thinker:
Thus, Benjamin can mimic both sides of these debates while criticizing them. He can echo Baudelaire's distaste for the levelling effect of photography as an idol of mass culture, and yet see this levelling as an omen of the classless society. He can absorb the dispute between the 'scientific' and 'ideological' views of the photograph in the same way that Marx absorbed the debate between idealism and empiricism in the metaphor of the camera obscura, by treating them as equally partial, equally deluded options in the dialectic of history. Marxist's dialectical flaccidness-to establish a definitive theoretical template that supports an equal stance of both subjective as well as objective modes of critique. This notion is particularly apt when viewing ideologically charged photographic images. As this article will go on to claim, photography's ideological status remains twofold. This dichotomy acknowledges on the one hand, photography's status as a transparent medium, what art historian Julian Stallabrass posits is the photographic images' ability to be construed as a powerful representation at the service of the dominant ideological group. 3 On the other hand, photography studies scholar Allan Sekula argues that photographs are not clearly connected to political ideologies because they can shift in and out of public perception when deployed at different moments in history. 4 We must then consider photographs as both transparent and coercive objects and these very photographs often instantiate an optimistic/pessimistic shift in function as they pertain to a political party. This binary seems a prescriptive way to analyze the Thatcher press imagery and thus these photographs' representative power.
It may be presumptuous to say ideological control cemented
Thatcher's press appearance in the public sphere; instead, it is more probable that a process called "hegemonism" was responsible for the power these Thatcher press photographs symbolically relayed to a British public. Raymond Williams describes the hegemonic as a combination of three cultural processes: "traditions, institutions and formations."
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These three processes are important in understanding the politicized images of Thatcher in the press. Accordingly, "traditions are constantly invented and reinvented in the nation state" as the individual and family became themes for a policy and party tradition of conservative normality. Moreover, these traditions or nationalist devices are part of a "material production and reproduction of invented traditions which are largely dependent on institutions like the mass media." 6 The third tenet of the hegemonic is "formations" whereby exists a "certain conscious movements and tendencies," for example Thatcher as figurehead to the anti-union movement in Britain during the 1980s which was represented in photographic form by the Thatcher government. Moreover, it was her "sense of moral rectitude and certitude" where she "never exhibited a tinge of self-doubt about her political principles and moral ends" that allows such a designing of the Thatcher image (in televisual and photographic form) for consumption by the British public.
Next we need to ask: how does this hegemonic system relate to the person within these documented realities, and what particular photographs of Thatcher were disseminated to British newspapers? As I will soon begin to show Thatcher's photographs in the press came to appear as constructed and tokenistic in their resoluteness; affirming a type of "acquisitive individualism and aggressive self-interest [that] thrived" in this period. 9 While to many critics the constructed, designed
and tokinistic press photography format may be superficially obvious to those familiar with the Thatcher years, yet it is also a novel way to tease out certain photographic images that typify this neoliberal epoch.
My analysis is based on exhaustive archival research through The saturation is dependant on a particular ideology and later the emergence of a cultural hegemony that is not reductive to a mass audience, but rather a representation of a constructed reality through which sections of society adhere to, and are thus governed by, these conservative beliefs. Thatcher press photograph is something I shall return to shortly.
Access to press photography undoubtedly increased with the transformation of media in this decade, and because of this it is vital to think of ideology as it worked within the societal constructs of a Thatcherite Britain. I intend to illustrate how the political and economic ideology of neoliberalism was fused to the apparatus of press photography. It is my hope to ratify, in theoretical terms, how when looking at these press photographs from The Times, these very images serve the political-economic arrangement of neoliberalism. This then situates the act of press photography-in all its manipulated and contrived forms during this era-as blurring the line between authentic reportage and a surreptitious politicking through the published press photographs of Thatcher as a "conviction politician." By guaranteeing a politicians image in daily media, the camera plays an important role in the visualization of political figures at moments of this kind. Via the camera's mechanical (now digital) ability to reproduce photographs one could say such images shape our understanding of political culture because these photographs testify to how a party wishes its citizens to live. For instance, another way to look at this Thatcher image is if we turn to an analysis of the now famous photograph of Che Guevara. We see in Figure 1 Clarke, p.14.
Archives of design research 2014. 02. vol 27. no1 102 visual properties as discussed above. Because of the localization of British photographic images, a sense or pulse to a particular national group, community, or class was perceived as a manifestation of Tory culture during the Thatcher administration.
Therefore, the practice of press photography gives us a visual account into these social situations, events and differing political movements, not necessarily proclaiming truthfulness in the manner in which those realities appear outside the documentation of a set of photographs, but a reality nonetheless.
According to Hariman and Lucaites, the ideological importance of the photographic image to the public consciousness is to frame it as a type of summoning the attention of the audience through the smallest of details, or as they call it, gestures:
Because the camera records the décor of everyday life, the photographic image is capable of directing attention across a field of gestures, interaction rituals, social types, political styles, artistic motifs, cultural norms, and other signs as they intersect in any event. As a result, photographs are capable of aesthetic mediations of political identity that include but also exceed ideological control.
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The next photograph (Figure 1. 3) seems to include but also exceed ideological control. Here, Thatcher's presence as a courteous politician is disseminated through an aesthetically-conscious manner, made-up of typical images like this one, known for the following styles: talkingpoints, head-on snaps-shots, coddling and ultimately manipulating public opinion through staged appearances and pictured opportunities to purport a conservative reality. and shrewd aristocratic hauteur. This "put on" ideological mannerism by
Thatcher was newly made for the British public. 22 In other words, this neoliberal project compounds together Thatcher's personal conviction and belief in a radicalized vision of Britain (through free market policies), while subsequently lessening her feminine traits and sexual appeal for the power of one's political appearance (a business woman/European leader bedecked in power suits and cropped hair). Thus Figures 1.1, 1.3 and 1.4 can be interpreted as adopting the empty manifestation of an officiator of power, whereby her personality was transformed by a type of detachment toward feminine and egalitarian sensibilities; here Thatcher lacked a distinct sexuality as much as she lacked a distinct sense of charity. 23 This detachment on the surface is again secondary to her "affected" disinterest in the working class Briton. In other words, Thatcher's press photos were no more a political ornament than they were a mediator to profound economic change brought out to serve the neoliberal project. Bodily characteristics to achieve masculine-type impersonal power.
To be more specific, the 'Iron Lady's body is no longer identified with an individual and fluid corporeal situation, including breastsize, shapeliness, or personal, passional history with its flux of messy relationships and commitments. Her body is now self-and-other identified with an overarching cultural situation.
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Representative power of the Thatcher press photo
Sturken and Cartwright intelligently define representation as "the use of language and image to create meaning in the world around us." 27 Often representation in news media is constituted in such a way. In Figure   1 .4, we see just that, as Thatcher's image seems to be imbued with an unshakeable visual rhetoric that works more as an ideological projection than a type of propaganda. Taken on September 10th 1984 by a Times staff photojournalist, Figure 1 .4 has signs of a photo-opted moment. The evidence is on the faces of the Yorkshire police officers, uneasy with Mrs.
Thatcher's presence, as they gather around the Prime Minister to listen in on her stance on the strike and how to handle the day's demonstration.
One officer, second to the right of Prime Minister seems despondent as he, and his fellow officers are coddled and patronized by the "police pep talk," (as captioned below the photograph).
But to look more closely at the photograph one is immediately struck by Thatcher's seated position, as she assumes an informal and confident round table conversation with the local police constables. is paramount that Thatcher be seen leading her low-level subordinates because it connotes at this time a political and social order. Functioning much like stage props in a theatrical production, the police apparatus was documented to show support and thus protect its public from the supposed union peril. In this way, Thatcher's policy inevitably wins by default as the sheer volume of households that saw such imagery and came to be affected by the purported reality of these press photographs was staggering, and more importantly engineered hegemonically.
In diametric opposition to Figure 1 The press photographer is not engaged in a delimited project, in any sense, but instead providing an ongoing service-the rapid production of specific images whose use is largely predetermined. Such use is largely oriented toward the single image; a three-or-four-image cluster is as close as the press photographer is likely to come to extended form. The image is almost undoubtedly accompanied by text; indeed, its meaning will almost entirely constructed by that text…Moreover, the human subject or subjects of the press photographer's work increasingly determine not only what the photographer will be allowed to see but the vantage point from which she or he will be allowed to observe it; the carefully orchestrated 'photo opportunity' has become the norm. 
